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THE THOMAS CHURCH, LEIPZIG, FROM THE NORTH-WEST: WITH THE OLD 
THOMAS SCHOOL, SINCE DEMOLISHED. 
BACH FESTIVAL IMPRESSIONS. 
(BY OUR SPECIAL CORRESPONDENT.) 
Leipzig, October 4. 
A carnival of moving basses. A discredited pianoforte. 
The joyous penetrative trumpet. The earnest faces of 
wholly skilled men. A perfect concert-hall. A church 
whose every corner seems to resound sympathetic to music 
specially created and born to fill it. An inimitable violon- 
cello performance. A rich self-reliant enor voice. The 
absolute triumph of those who treat old music as still flesh 
and blood, and the conviction that their opponents can 
stand no more than chaff will lie against the wind. An 
intercourse with some strong personalities. The vigour of 
German debate. A tour through old Leipzig, and a sense that it is better than new magnificent Leipzig. Some 
peaceful lazy moments in the Rosenthal. The recognition 
of these shrewd Alt-Sachsen as our veritable cousins. The 
thought of the chasm in music, if some great Saxons, as 
Handel, Bach and Schumann, had been out of it. The 
overwhelming recognition forced on one, sitting in Bach's 
own church, of the infinite genius of this man, who united 
the cold judgment of the intellect, the fairy visions of the 
imagination, the warm pleadings of the heart, and the 
submission of religion. The recognition that in our 
megalopolitan, cosmopolitan London, we can do much, but 
cannot rival the best indigenous manifestations; Bayreuth is 
still Wagner, Ober-Ammergau is still the Passion-Play, the 
Dauphind is still Berlioz, and Leipzig is still Bach. To 
those who doubt, one can say with Aemilius Paullus in 
Macedonia, 'come and see.' These are the most vivid 
impressions of the last few days. Inclination says, dally 
with them ; duty says, proceed to a straightforward report. 
Those moving basses are the gist of the matter. These 
are what tramped their march eternally through Bach's 
brain, and even to those of the less gifted of his age. We 
had them once ourselves in England in the music of our 
viol-writers. Homophony has since gone on absorbing the 
realm of true polyphony. It has been the parent and just 
vehicle of sentiment. And the new polyphonic systems of 
the later Beethoven, of Schumann, of Wagner, of Brahms, 
of Richard Strauss, &c., have known how to hold it correctly 
brigaded with its predecessor. But for the mass of the 
musical world it has been the occasion for insipidity and 
degeneration. Here is where the lesson of a Bach Festival 
comes in. There are reams of modern music, where the 
double-bass player stands listless by his instrument, plucking 
a casual occasional string with easy forefinger; one may be 
sure then that homophony is paramount, and, if it be not 
very rhythmic music, at its worst; and compare that with 
these tireless men of the iron left-hand, who go on stopping 
multitudinous intervals for an hour at a stretch, and so 
making a bass which has the vitality of quicksilver. It may 
be said that this soon makes a surfeit. As a matter of fact, 
such is the power of motion, that it does not. ' Come and 
see.' There is also a class of composer, those of the 
stagnant imagination, who in spite of a brave show of 
pseudo-polyphony, and while supposing that they are doing 
great things, are in reality only setting down just a harmony 
to a bar with the monotony of a first harmony-exercise. 
There cannot be imagined a better thoroughly-cathartic 
lesson for minor and younger composers, especially those 
who despise counterpoint studies, than a dose of Bach such 
as this freely administered. The melampode might give 
them a revelation, and new ideas how to walk truly in the 
steps of the great moderns. 
Then about Bach's power of colour-variegation, though 
this is perhaps more for distant wonder than modern applica- 
tion. It was most noticeable in the four Church Cantatas 
yesterday evening. His palette contains voices high and 
voices low, accompanied and unaccompanied, solo and chorus, 
orchestra, organ, cembalo, solo violin, solo violoncello, solo 
hautboy, and last and possibly best the marvellous trumpet. 
A sectional interchange of these elements, when conjoined 
with architectonic structures of immense breadth and tonal 
clearness, gives ample relief to the ear, and indeed steeps the 
most hardened sense in a bath of delight. The trumpet, 
introduced with such skill as to seem like an agile flute, and 
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with entrancing small counterpoints, sailed through and 
above everything in the lofty Gothic arches, a supernal voice 
discreet yet dominating. Alone did the hammers of the 
pianoforte strike a jarring tone, not so much in pure recitative 
as when mixed with strings; but then Bach thought of no 
hammers and only the plucking jacks. 
Then as to the style of execution. There are two camps 
here in Germany. And I may take the privilege of a 
correspondent to declare at once to which side I myself 
attorn, and have for forty ears. I am unable to see why in 
playing old music one should be as melancholy as an indigo- 
dyer. The old writers had just as much heart as we have, 
perhaps more. That Bach played his works, or had them 
played, without commas and semicolons; that he refused an 
effect of contrast, when he could get it; that he played a 
dead-level mezzoforte; that he prevented a voice from 
expressive utterance; that he used no dynamic marks except 
what he showed in his scores; all this is inconceivable. 
Nay further it is plain that men of that day, being human 
beings like ourselves, would have rejoiced just as much as 
we do, if their fingers had found their way to the velvet 
beauties of a Broadwood and the sonorities of a Bechstein, 
or if their ears had taken in the richness of a Bohm and Sax 
orchestra. What they would have then done with their own 
scores cannot be said, but they certainly would have been the 
readiest to make accommodative and elastic alterations, large 
or small, therein. The only true, sound rule can be to play old 
music now so as to make it thoroughly effective according to 
the judgment of the best-informed, and instinctively most 
gifted, musicians of the existing day. And of these two 
things the gift is vastly superior to the information. About 
the details of such a decision, certainly one must be prepared 
for endless strife. An antiquarian bias or bent on some 
point or other, or the circumstances of a particular 
class of performances, may pull one way; and over- 
impulsiveness may pull the other way. But this much 
is certain, that the policy of playing old music under 
the old conditions simply because they are the old 
conditions, is a dead thing. Those who are content 
with such an abracadabra are in danger of being classed 
with the self-satisfied ones of the Halls of Circe. And 
of the performances resulting in such cases, nine-tenths 
of them are exhibitions of the supremest dulness, listened to 
from terror of a 'great name or a prevailing fashion, and 
accompanied with absolutely hypocritical assertions of 
enjoyment. Oh, the cant of the sheep of Panurge! 
However, to return to Leipzig. No extremes mark here 
a difference of opinion which lies rather in a nutshell. 
Neither does one side advocate ancientness for mere 
ancientness' sake, nor has the other side attempted the least 
modification of Bach's scores. The sole question seems to be 
whether Bach was a rather monotonous person, or one who 
gave to his music all the feeling, and indeed passion, of 
which it was capable. More concretely, whether a Berlin 
tradition of the last fifty ears is the end of all things, or 
whether some younger spirits in the Neue Bachgesellschaft 
may be permitted, as they reverently hope, to improve 
thereon. I did not myself detect the defects alleged to the 
direction. I thought the organ-playing perfect, and the 
concert-conducting spirited and withal judicious; and I 
freely confess that the Church Cantatas performed separately 
in the Thomas-Kirche constituted the most beautiful 
experience of the whole of my life. 
Dismissing these matters, which savour rather of the 
molecular, I would urge that a Bach Festival of several days 
here in the heart of earnest Lutheran Saxony, among people 
saturated with the Bach tradition, and partly in Bach's 
own church, gives the only true presentment ofthe composer. 
Details may be equalled or bettered elsewhere. The Thomaner 
boys are certainly not as the boys of a Magdalen College. 
The unaccompanied Motets will be better sung as a vocal 
exhibition on a large scale by the healthy voices of a 
Yorkshire choir. But for the whole, for an atmosphere, for 
a general spirit, for artists specially trained to this work, one 
must go to the fountain-head. The works of every composer 
without exception who speaks in a new language must pass 
through a stage when the reproducing executive artists not 
only execute it uncertainly but make it cacophonous. These 
ears have heard Bach and Brahms sound downright hideous, 
and by no means in lowly places. The reason is that, as the 
Greeks unhampered with a stave notation freely confessed, 
all music is 'chroa' or shading. When the harmony-books, 
and the notations, and the most skilful composers' pens have 
all done their work, the performers make concerted music 
just by leaning together, and forming sounds nowhere nowise 
recognised. Till their instincts are trained that they 
successfully lean together, the music is not smooth, and, if 
it is out-of-the-way music, may be hideous. This is the real 
meaning of going to the fountain-head, much more than 
slaking sentiment by the inspection of localities or the 
conjuring up of associations. And the art-world is now all 
for impeccability. Again then with Aemilius Paullus, 
'Come and see.' Our money can buy most things, but, 
vigorously progressing as we are, it cannot yet buy all this 
local Saxon instinctive Bach skill. 
The report seems in danger of not being written at all. 
Bach died on July 28, 1750, and on July 28, 1850, the 
German 'Bach Society' began formal existence. It 
undertook to print and publish in full score the entire works 
of Bach, till then almost exclusively in manuscript and 
ignored. For the facts of the Ioo years of gross neglect and 
subsequent fifty ears of publishing activity, see the concluding 
historical volume. The subscribers to the Bach Society had 
the satisfaction of making the greatest reparation of injustice 
ever made within the domain of art; and it was a reparation 
to one whom Beethoven called 'the forefather and immortal 
god of harmony.' The leading spirit of the Bach Society's 
last twelve years was Hermann Kretzschmar ; who in turn, 
when all was published, inaugurated on January 27, 1900, 
the 'New Bach Society,' with a new set of subscribers, to 
bring out lesser editions, and divert the instauration into this 
and that practical channel. On March 21-23, 1901, was held 
at Berlin a First Bach Festival. Now they have held a Second 
Bach Festival at Leipzig on October 1-3, 1904. The whole 
programmes will not be detailed. They can be found entire 
in the International Musical Society's Journal for August, 
1904 (page 461). The Saturday noon or just-after-noon 
'Motet' service in the Thomas-Kirche, with which the 
Festival opened, has been practically continuous ince 1358, 
when in deprecation of a great pestilence there was ordained 
a Mass to the Virgin 'singulis Sabbathis perpetue'; but 
actual and large motets thereat began only a hundred years 
ago. Bach motets were then being sung before Sunday 
service by an amateur choir, and about I8to Cantor 
J. G. Schicht shifted them to the Saturday afternoon 
service. The motets are unaccompanied. The Thomasschule, 
founded on December 2, 1409, is exactly on the footing of 
Magdalen College School, and the foundationers are the 
Thomaner choristers ; so in France a maitrise. The accom- 
panying illustration shows the old school, between the church 
and ' Promenade,' pulled down a few years back. The church 
itself, from about 1200 the chapel of the Augustinian 
canons of St. Thomas, was built in its present form 1482-96, 
renewed by Lipsius 1877-89. It has a vaulted roof of 
immense height; style, highly ornamented German Gothic ; 
west-end spacious organ and choir gallery, where all the music 
is made. The church bought its first organ in 1525 from the 
Liebfrauen-Kirche (St. Mary's Church) at Eicha, renovated in 
I6Io, and this was Bach's organ; in 1772 replaced by a 
'Schweinefleisch,' and that again in 1889 by a 'Wilhelm 
Sauer' (Frankfort). The organ-tones (voluntaries and 
accompaniments) are of surpassing randeur and mellowness. 
Except the two motets (' Singet dem Herrn ' and 'Der Geist 
hilft unsrer Schwacheit auf') under the usual direction of 
Cantor Gustav Schreck, the whole Festival was conducted 
by Karl Straube, Organist of St. Thomas ; as above indicated 
with convincing warmth and effectiveness. Joachim's 
participation lent a solid dignity to the proceedings. The 
tenor of the Festival was Emil Pinks; a glorious voice with 
perfect intonation, and wherever he came in there was a 
sense of entire security in the music. Alfred Reisenauer 
(Leipzig) was chief pianist. Solo violoncello, Julius Klengel. 
Petzold unerring as trumpet. Chorus, the Leipzig Bachverein. 
Orchestra, Gewandhaus. 
A few words on special items. Julius Klengel's tour de force, 
Bach's No. 5 Suite in C minor for violoncello solo, was wholly 
astonishing. Those dreary violin solos (a twelfth higher), 
with the performer struggling with four-part chords which 
exasperatingly upset the rhythm at every other bar, are known 
to patient concert-goers, and it is a pity they ever leave the 
class-room. Here there was no such sense, and perhaps 
Klengel also had a rather flat bridge. He gave twenty minutes 
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of this without a flaw of intonation, and one would not have 
wished it a minute shorter. The 'Contest between Phoebus 
and Pan,' and the 'Coffee Cantata,' went with delightful 
briskness. The Bach cantata introduced into Sunday Divine 
Service was ' Gott der Herr ist Sonn und Schild.' The four 
great Bach cantatas which, in the church, closed the Festival 
were:-' Herr, gehe nicht ins Gericht,' 'Jesus schlift, was soll ich hoffen,' 'Wachet, betet, seid bereit,' ' Erfreuet Euch, 
ihr Herzen.' The heart which did not go away rejoicing 
after this last sustained holy jubilation, sounding like the 
wheel within wheel of the Cherubim, could not be pervious 
to enjoyment. 
The lectures at the General Meeting of the Society were 
three,-Pastor Greulich (Posen) on 'Bach and the Lutheran 
Divine Service,' Max Seiffert (Berlin) on ' Practical repre- 
sentations of Bach compositions,' and Alfred Heuss (Leipzig) 
on ' The treatment of Bach recitative; especially in the 
Passion-Music.' The first was in favour of introducing Bach 
compositions into the ordinary Divine Service. It may be 
carrying coals to Newcastle or owls to Athens to offer any 
opinion, but there seems a danger of destroying the magnifi- 
cent impressiveness of the Lutheran liturgy,-a highly 
developed priest intonation, with congregational chorales 
and organ voluntaries. Our perhaps inimitable cathedral 
service grew, and was not devised by any body of men. 
There is a place for everything, and the necessity for 
mixture is not apparent. The other two lectures and some 
personal matters connected with the New Bach Society will 
be noticed hereafter. 
Our waking brains, ever busy, ever pre-occupied, shut us 
out from the finest sensibilities. Only on extraordinary 
occasions comes a moment of enforced absolute quiescence, 
and then may reach us some aura from a distant person. So 
with music. Sitting here in the Thomas Church, in the 
twilight which holds the light, one forgets the world; and 
then the moment comes when the greatness of Bach enters 
and takes final possession of one. This man's music is 
neither archaic nor inusitate, but ever-living; for, having 
sincerity, which is the greatest force in nature, he saw 
everything sub specie Rternitatis. CHARLES MACLEAN. 
MUSIC IN NEW YORK. 
(FROM OUR OWN CORRESPONDENT.) 
New York, October IO, 1904. 
I change the customary headline of my letters this time 
because of the fact that circumstances compel me to confine 
myself (with but trifling excursions) to an account of musical 
doings in the American metropolis. Music in New York is 
not music in America, though the musical activities of the 
metropolis come near to outweighing in extent and importance 
all those of the rest of the country. 
The record of promises for the season about to open will 
not look so imposing to Londoners as it does to us, but it is 
still impressive nough for mention. Confronting the music 
patrons of New York are at least one hundred orchestral 
concerts,--counting the popular entertainments of this sort which will be given at the Opera House and a few theatres 
on Sunday evenings; chamber-music oncerts by three 
organizations ; choral concerts by the New York Oratorio, 
Brooklyn Oratorio, and Musical Art Societies, the People's 
Choral Union and other organizations; fifteen grand 
operas at the Metropolitan Opera House; an undeter- 
mined (or at least unspecified) number of performances of 
Wagner's 'Parsifal,' in German and English; recitals and 
concerts by visiting virtuosi, like Ysaye, Kreisler, Vecsey, 
D'Albert, Pachmann, Hofmann, Paderewski and Kubelik ; 
in addition to a host of local performances of all kinds- 
vocal and instrumental. 
A few words touching some of the promises held out in 
the various departments I have specified. The repertory, 
that is to say the list of works from which the operas to be 
performed will be selected, differs from any that New York 
has seen for years in one significant respect, viz., more than 
one-half of the operas are Italian. Since there can be no 
diminution of the Wagnerian list, this means that, exclusive 
of Wagner, France and Germany are to have a comparatively 
insignificant show. As a matter of record, it may be said 
that the quasi-novelties (or respective revivals, as the 
Germans would say) are 'Gioconda,' ' Lucrezia Borgia,' 
Puccini's 'Manon Lescaut,' ' Norma,' ' Die Fledermaus,' 
and ' I Puritani,' besides the ballet ' Die Puppenfee.' 
'Parsifal' is to be relied upon to make the success of the 
company when 'on the road' after the metropolitan season 
is over. It is to become the Repertoirst/ick, against which 
Wagnerians have railed so long, and may be heard this 
season in Boston, Pittsburg, Chicago, Cincinnati, and 
San Francisco, as well as New York. 
We are promised an extremely interesting orchestral 
season. The set concerts will be sixteen given by the Phil- 
harmonic Society, fifteen by the Boston Symphony Orchestra, 
six by the Young People's Symphony Society, six by the 
People's Symphony Society, an undetermined number by 
the Symphony Orchestra (on Sunday afternoons in Carnegie 
Hall), and six by the Russian Symphony Orchestra. The 
last-named represents o determined a purpose to make 
propaganda for the Russian school of composers as to compel 
attention. Last year the concerts were begun amidst the 
humble environment of the 'East Side,' inhabited by the 
city's hundreds of thousands of foreigners-now it is 
proposed to remove them to the more aristocratic 
surroundings of Carnegie Hall, and an attempt is making to 
give them social as well as artistic prestige, the Russian 
Ambassador at Washington having lent his name to the 
undertaking. The list of works promised contains works 
more or less unfamiliar by leading Russian composers. The 
Philharmonic Society will this year again present foreign 
conductors as 'guests'--Gustav F. Kogel, of Frankfort, 
Edouard Colonne, of Paris, Wasili I. Safonow, of Moscow, 
Felix Weingartner, of Berlin, Karl Panzner, of Bremen, and 
Theodore Thomas, of Chicago. As was the case last season, 
an extra concert outside of the subscription will be arranged 
for Herr Weingartner, at which he will conduct Berlioz's 
'Harold' symphony and Beethoven's No. 9. Mr. Thomas 
was conductor of the Society for many years before going to 
Chicago, and his visit will provide a gladsome celebration, 
as he is completing the fiftieth year of his career as a 
conductor. 
The Forty-seventh Annual Festival of the Worcester 
County Musical Association took place at Worcester, 
Massachusetts, in the last week of September. It did not 
differ in any essentials from its immediate predecessors. 
0onbon Concerts. 
The recent season of Promenade Concerts conducted by 
Mr. hIenry J. Wood at Queen's Hall, terminated on October 21 in the presence of an audience that tested the 
accommodation of the hall to the utmost. If since our last 
issue the novelties introduced have proved scarcely of 
sufficient importance to call for detailed criticism, the 
selection of music and its performance have been excellent, 
and the large audiences which have assembled almost nightly 
have testified to how greatly the efforts of Mr. Wood and his 
coadjutors have been appreciated. 
A few recitals call for comment. M. Kubelik may be said 
to have opened the autumn musical season at Queen's Hall 
on October 8, and during the following week M. Mark 
Hambourg gave a pianoforte recital in the same hall. The 
first of two violin recitals was given at St. James's Hall on October 19 by M. Bronislaw Huberman, who appeared as a 
prodigy at Prince's Hall in 1894. 
A very favourable impression was created by Mr. Felix 
Swinstead at his first pianoforte recital on October 17 at 
Bechstein Hall. The young artist was a student of the Royal 
Academy of Music, where his talents and industry gained 
for him the Sterndale Bennett and Thalberg Scholarships. 
His intelligent and assured interpretations of Beethoven's 
Sonata in A flat (Op. IoI) and Schumann's 'Etudes 
Symphoniques,' certainly entitle him to an estimable position 
amongst pianists of to-day. 
Criticism concerning the playing of Seiior Sarasate would 
be superfluous ; he gave the first of three recitals at Bechstein 
Hall on October 22, and, assisted by Dr. Otto Neitzel at the 
pianoforte, charmed a large audience by his refined and 
brilliant interpretations offamiliar violin pieces. 
The London Choral Society (conducted by Mr. Arthur 
Fagge) gave their first concert this season at the Queen's 
Hall, on October 24, when Elgar's 'Dream of Gerontius' 
was successfully performed. 
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